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Abstract
Trauma is typically associated with both physical and mental traumas created by
tremendous external forces that enslave both the conscious and unconscious
minds. The terrible experiences of women produced by numerous strong forces,
such as battle, seduction, abuse, incarceration, and so on, are repeated. Women's
lives are haunted by nightmares, hallucinations, and other sorts of traumatic
symptoms when terrible memories of the past are purposefully buried. It is,
nonetheless, possible to use story to solve difficulties. In actuality, there are two
pillars to this technique: a mending device and a "bearing witness" device.
Through the process of coding and narrating, women's individual traumatic
experiences are turned into collectivity, according to this study. As a result, the
two books under consideration, Iqbal Qazwini's Zubaida's Window and Betool
Khedairi's A Sky so Close, are testimony tales that give witness to the patriarchal
system's powers of war, sexual assault and seduction. Shoshana Felman and Dori
Laub coined the term "bearing witness," which situates traumatic experiences
within the fictional structure of a trauma novel that employs postmodern literary
techniques and devices, encapsulating and documenting the components of
women's traumatized collective consciousness. The research examines the
proposed books that fall under the category of "trauma fiction," which brings up
the subject of trauma poetics. As a result, the recommended books are trauma
fiction that bear witness to and work through individual experiences through
experimental being (techniques) in order to highlight the significance of women's
suffering and the ways in which their memories deal with and absorb it.
Keywords: Trauma, Testimony, bearing witness, silence, Iraqi Women,
Zubaida's Window, A Sky So Close.
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1.1 Iraqi Women Writing Field
An examination of Indigenous women's life writing and its testimonial nature
from the perspective of trauma studies is inextricably informed by the vast
theoretical field that encompasses both the recent surge in trauma studies
following the Holocaust and a much older intellectual history that includes
Indigenous women's life writing [1].In the second half of the twentieth century,
the new realities of Middle Eastern wars and conflicts brought not only
devastation, destruction, and dispossession, but also broke societal boundaries
and upended traditional gender norms. Women are compelled to participate in
arguments, invent survival measures, and even assume leadership positions in
their families and community when their fathers and husbands are murdered. In
their female-centered books, certain Lebanese and Palestinian authors, such as
Hanan al-Shaykh and Liana Badr, have previously reflected this transformation.
Both of these women have developed female characters that express themselves,
defy old preconceptions, and acquire prominence and agency in conflict zones,
whether civil battles (Lebanon) or nationalist fights (Palestine). (Cooke 14)
In the first decade of the twenty-first century, Iraqi women novelists emerged,
whose lives and writings had been shaped by violence, brutality, and exile. Their
perceptions and depictions of these realities differ significantly from the war
works of the 1980s generation, which were mostly state-commissioned by the
Iraqi government. Faced with never-ending wars, occupations, exiles, and
dispossession, this new generation of female authors turns to fiction as an
investigative tool to capture the unique experiences of women confronted with
these conditions. The authors look at the long-term effects of successive wars and
sanctions, as well as the complexities of exile and its effects on Iraqis in general
and Iraqi women in particular. (Ibid 16)
Years of brutality, authoritarianism, sanctions, occupation, and wars have
displaced thousands of Iraqis, who have sought refuge in the Middle East, Europe,
and America. These expatriate female authors have chosen to focus their
narratives on Iraqi women's experiences with conflict and exile. We've been
dispatched to Iraq to look into dictatorship, power, and war politics. They take us
to several exile destinations, where besieged Iraqi women experience exile's fear
and watch live coverage of modern war on western television. The diaspora
provides fertile ground for new understanding and creative inspiration for these
writers. They can portray the subjectivities of expatriate Iraqi women — their
issues, traumas, loneliness, and new challenges – in a distinct historical and
geographical setting, away from national borders, familial circles, and
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conventional gender standards. The authors depict a wide range of exiles, but all
of the female characters have one trait: they are scarred and afflicted by the
history and geography of the region they have left behind. Iraq is where they
developed their own identities, political perspectives, and aspirations. As a result
of the authors' focus on these specific conditions, a new type of tale has emerged,
along with a new image of the Iraqi lady.
By exploring the works of two Iraqi feminist authors living in exile, I've decided
to explore how Iraqi women's experiences and suffering are reflected in literature:
Iqbal al-Qazwini’s [3] Zubaida’s Window and Betool Khedairi’s [7] A Sky So
Close. These are dramatized personal stories of women who have experienced
incarceration and torture, as well as a remarkable succession of wars,
dictatorships, sieges, and exile over the past thirty years. These works break open
the literary area where fiction can act as a witness. They utilize military events
(the Iran-Iraq war, the Gulf War, the US-led war in 2003) and their impact on
women (oppression, torture, death, and escape) as referents to put the books'
fictional validity into doubt. In this post, I'll attempt to read the novels mentioned
above in light of recent theoretical work on fiction and testimony, particularly
Giorgio Agamben and Jacques Derrida's [6] writings. I'll show how these stories
occupy a fluid position on a continuum that includes fiction and testimony, as
well as how their testimonies are gendered.
2.1 Between Verbalizing the Trauma & Silence
In his work on testimony in the context of Auschwitz, the Italian philosopher
Giorgio Agamben explores the difficulties of giving witness: those who are
genuinely complete witnesses to the horror are no longer alive to tell the story or
have been so traumatized that they are unable to speak. The true witness is the
one who has gone missing, who has "reached rock bottom" and will never return
to tell his story. As a result, at the core of testimony, there is an "essential lacuna"
– a structural gap – that might be regarded as the absence of the "true witness,"
as well as the space between words (to represent what is beyond language) and
the genuine ineffable event itself. This vacuum, according to Agamben, might be
filled by an act of an "author," usually a survivor, bringing the underlying
structural duality of testimony to the fore. Agamben built his theoretical study of
Auschwitz testimonials by pondering on the work of Primo Levi and others. The
incapacity to testify (as in the case of Auschwitz victims) and the difficulty of
articulating horrific experiences in general, with all the gaps and silences that
involves, can be addressed and compensated for by the option of witnessing in
the vast world of fiction. Agamben's philosophical and linguistic studies of the
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structure of testimony are founded on his careful etymological investigations of
and reflections on the different semantic meanings of terms like "witness," as well
as the links he finds between them:
“If terstis designates the witness insofar as he intervenes as a third in a suit
between two subjects, and if superstes indicates the one who has fully lived
through an experience and can therefore relate it to others, auctor signifies the
witness insofar as his testimony always presupposes something – a fact, a thing,
or a word- that preexists him and whose reality and force must be validated or
certified (…) Testimony is thus always an act of an “author”: it always implies
an essential duality in which an insufficiency or incapacity is completed or made
valid.” [2].
Bearing witness, according to Agamben, is a dialectical action between a silent
one and an agent who gives it a voice: “To speak, to bear witness is thus to enter
into a vertiginous movement in which something sinks to the bottom, wholly
desubjectified and silenced and something subjectified speaks without truly
having anything to say of its own (‘I tell of things … that I did not actually
experience’)” [2]. The protagonist's "unexperienced experience," according to
Derrida, is his own death, which is abruptly postponed. This new experience,
according to Derrida, left him in a condition of abeyance, or "demourance," in
which he remained in a state of waiting. Even the most authentic testimony has
some element of fiction and hence of literary, ushered in by such a phrase
(unexperienced experience)," according to Derrida's definition. (Derrida 47)
Witness and fiction are linked by the concept of unexperienced experience.
Although the term "testimony" refers to something that claims to convey the truth
and serve as evidence, Derrida demonstrates in his analysis of The Instant of My
Death and the concept of the "unexperienced experience" that testimony
"structurally implies in itself the possibility of fiction, simulacra, dissimulation,
lie, and perjury." (Derrida 29) As a result, the intertwining of fiction and witness
has the ability to fill up the structural lacuna or gap in testimony that Agamben
explores in his work. Witnessing a traumatic event always results in the survivor
expressing an unfamiliar sensation. Derrida says that the event being represented
stays in this realm of the unexperienced experience when dealing with a false
witness, a liar, or literary fiction. He does “not know whether this text belongs,
purely and properly and rigorously speaking, to the space of literature, whether it
is a fiction, or a testimony, and above all to what extent it calls these distinctions
into question or causes them all to tremble.” (Derrida 26) Agamben's concepts
and Derrida's analyses are quite similar in their understandings of the interrelated
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and complementary nature of fiction and testimony. Whether in fiction or in real
life, testimony always implies that the person giving it is a survivor of a particular
traumatic event. The act of an appeal must be believed in addition to the content
of the survivor's evidence that recounts an incidence. Since he survived the eveny,
this person did not complete the event to its conclusion. In their understandings
of the interconnected and complementary character of fiction and testimony,
Agamben's notions and Derrida's analyses are remarkably similar. Testimony,
whether in fiction or real life, always suggests that the person presenting it is a
survivor of a tragic occurrence. In addition to the content of the survivor's
evidence that describes an incident, the act of an appeal must be believed. This
individual did not see the event through to the end because he survived it. The
nature of these testimonials implies a lacuna or a gap since the survivors are
speaking of incomplete experiences that they can make up for in their testimony.
Even the most accurate testimony, according to Derrida, inevitably entails the
idea of unexperienced experience, as well as fabrication and falsehoods.
According to Jacques Derrida [6]“there is no testimony that does not structurally
imply in itself the possibility of fiction, simulacra, dissimulation, lie and perjury”
(29). When there is no possibility of fabrication or lies, testimony changes to
certainty or evidence. This comment is quite close to Agamben's. When he states
that testimony is an author's act, he's talking to the process of filling in the gaps
(lack/lacuna) in the survivor's experiences and making them authentic.
“Testimony is thus always an act of an ‘author’: it always implies an essential
duality in which an insufficiency or incapacity is completed or made valid.” [2].
2.2 Survivals as Pseudo- Witnesses in Al- Qazwini's Zubaida's Window &
Betool Khedairi’s A Sky so Close
Exiled from their homeland, they have no option but to wait, restless, in between
places: between Baghdad and London, as in the case of Zubaida in al-novel,
Qazwini, who watches the wreckage and burning of her country on television.
This lady has either survived or averted death, therefore she can attest to it.
Women, not men, bear the burden of giving witness to the Iraqi people's anguish;
women are the ones who speak, the ones who carry out this effort. As these
surviving characters speak for others who have been silenced, we gain insight
into the women's own lives, awareness, and pathways. In these fictions, I suggest,
the form of testimony is gendered, with women portraying survivors or "pseudowitnesses," while men play the "complete witness," the absent one. At the same
time, the movement is imperiled by the "pseudo- witness's" absence and eventual
transfer to the "actual witness's" camp, an absent who cannot bear witness. The
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true specter of the witness is present, presenting a threat to both survival and
witnessing.
Al- Qazwini's Zubaida's Window and Betool Khedairi's A Sky so Close both deal
with the "unexperienced experience" and the merging of fiction and witness. Both
stories' main protagonists (al- Qazwini's and Khedairi's anonymous narrator) can
attest to the damage and devastation. In these two fictions, the form of testimony
is remarkably similar, with simulacra and other tactics being used. In her West
London apartment, the anonymous narrator of A Sky So Close, who grew up in
Baghdad during the Iran-Iraq War, watches the 1991 Gulf War unfold live on her
television. A battle simulation using Al- Qazwini's is more dramatic and effective.
As she witnesses awful sights "live" on the television screen, she effectively
captures her character's intense terror and trauma. Although Zubaida is the
principal character in this piece, the television plays an important role as well,
displaying live images as the fight unfolds, at times turning Zubaida into a voyeur
in her own apartment. Images from the Iraqi television station relayed via the
wires of the satellite dish put on her balcony clash with those from the American
media. Zubaida's loneliness, which she already feels in the freezing Berlin, is
heightened as she helplessly watches her country burn and shatter. She finds
herself thinking about Iraq's past fifty years in the midst of these overpowering
feelings of solitude, encouraging her mind to recollect and patch together her
destroyed homeland. She engaged in this furious action as though to combat the
catastrophe. Throughout the tale, live graphics of the combat and destruction
alternate with and mimic the memories playing out in Zubaida's brain. This neverending cycle continues until the story's conclusion, when Zubaida physically
collapses a few days after seeing the fall of Baghdad on TV. As her palpitations
and dizziness give way to a profound slumber, Zubaida's 'fall' is matched by the
novel's narrative of Baghdad's (partly genuine, partly imagined) collapse.
The combat on the screen inside the text is suggestive of, and immediately recalls,
the Gulf War of 1991, which was the first war in history to be broadcast "live"
from the battleground to television viewer The simulation of the battle and the
use of live TV footage in this fiction of witness is a symptom of the media's
position in postmodern culture, as well as its participation in the several wars on
Iraq. Al- Qazwini's of simulation as a narrative device not only reflects
postmodern society, but it also captures the new nature of the modern American
war, which is rendered as a spectacle and a simulacrum of itself thanks to the
pervasiveness of the model and image in the media, as well as real-time coverage
in which the real is lost in this hyperreality. In this situation, the ideal
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Baudrillardian simulacrum is employed. It's a novel feeling for Zubaida, sitting
in her coach and watching this hyperreal combat on TV, a war without a war, a
simulation of death without real death The scene where Zubaida views the first
TV video of fighter planes returning to their bases after dropping bombs on
Baghdad encapsulates her sense of the war's unreality. Zubaida takes a step out
onto her balcony, which has a satellite dish. She imagines fighter planes swooping
towards her living room from afar, but they are transformed into little toys. While
she watches people shouting on TV, she imagines kids escaping from her dish
and flying into the sky like in a dream. And she has the sense that she is burning
with the flames on the television, and that the fire is merging with her soul;
Baghdad appears as a tongue of flame moving out of the screen and landing in
her bed. She is terrified, yet this is still a strange, new sensation for her. She isn't
in the middle of a battle, but she is getting a sense of what it's like to be there. In
Zubaida's acute loneliness, it looks that the lines between her actual life and the
"live" broadcasts are merging. Zubaida gets caught and captivated in an
interactive, hallucinogenic game due to the hyperreal aspect of the combat. We
keep an eye on her as she appears and vanishes on the screen. If you're seeking
for a unique way to express yourself, here is the place to be. She infiltrates the
TV screen from her balcony, but the explosions force her out of the picture.
Zubaida interacts with the people she sees on TV in the same manner she interacts
with the reporters she sees on TV talking to victims:
“In the deserted southern city, a very old man walks heavily with the help of a
stick (…) Zubaida sticks her head over the balcony and asks him about the
people who have disappeared. He tells her as he continues walking: “Are you
asking about someone in particular?
“No, not exactly! But where are all the people? Where have they gone?”
“They are gone! No one is left”!
“Gone where? ”
“They are fine, all gone the way they chose”.
The piercing sounds of air-raid sirens rouse her. She comes out of the TV
screen.” (Zubaida, 4-5)
The narrator and main character in A Sky So Close shares the same unexperienced
experience of a dematerialized battle as she watches live coverage of the Gulf
War on BBC. Both the invaders' bombs and the media portrayal of Iraq
dematerialize it: in the context of the TV show, Iraq is a map that is being cleaned
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away, adorned at night with little fire balls and like a Christmas tree. The weapons
and technologies are euphemistically named and equated to birds to lessen the
inflection/reception of the harm; the image we get is of killer birds constructed of
steel and launched to "pierce the skies in double or triple formations." Betool
Khedairi further underlines the battle's hyperreal aspect by showing the pilots'
points of view, which see this fighting without a war as a game: “The first attack
was like a game of football, says a pilot. At first a player hesitates because he is
afraid and hasn’t got any self-confidence, but after you press the button for the
first time, you get into the game and start attacking.” (A Sky So Close 195)
Surrounded by the emptiness of exile in Berlin, Zubaida feels driven to
compensate for the hyperreal aspect of the conflict and make sense of what is
going on. It's as though she's rejecting her passive status as a bystander and a
target of poisonous pictures from afar. She takes on a more active role as a
subject, analyzing the situation and striving to make sense of it. After all, what is
this media show communicating? What does the show provide her but empty
propaganda slogans from Iraqi television and circular slaughter scenes from
American media? Is it for this reason that she withdraws into her recollections,
enabling "the wild and cruel past to mingle into horrific events on the screen"?”
For her, this war unfolding on TV actually started many years ago: “This war has
not just begun. It has been ongoing since the illiterate corporal shot the young
King Faisal.” (37). The strong and huge past of Iraq's history during the last fifty
years, marked by successive coups and wars, presses itself on her thoughts and
contrasts sharply with the war's transient, unreal quality: “Tomorrow she will
begin to rearrange things. She will uncover the disorderly heap of years and draw
out a memory perhaps of a person or an incident she can hold in her hands.”
(Zubaida’s Window 31) Zubaida embarks on a memory-based reconstruction
endeavor to deal with the ruin of her hometown. It's as if she wanted to fill in the
gaps concerning key events and landmarks in Iraq's history that she had witnessed
herself or heard about from people she trusted, such as her grandmother and
father. Zubaida's brain, which cycles between a simulation of current media feeds
and still photos, dates, and photographs from the past.
In A Sky So Close, the narrator feels impelled to fight the war's dematerialization.
The dematerialized combat scenes she watches on BBC television are the polar
opposite of the letters she receives from her Iraqi companion. These letters, which
are chock-full of details about the dreadful situation at home, focus on the
personal aspects of the Gulf War and the human costs it exacted on the Iraqi
people:
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"The economic embargo has made us cut our hair short to economize in the use
of soap and water [4]. Young women no longer sleep in their nightclothes. They
dress up to go to bed or wear their work clothes. They fear the major air raid and
are worried that they won’t have time to put on any clothes to preserve their
modesty. "[7]
The intrusion of false "live" photos into Zubaida's Window's storyline is a
constant source of frustration. And the heroine alternates between "live" images
from the present and recollections from the past, until the final image of the
bronze statue crashing in Ferdaws Square is imposed on her via television. As she
absorbs the weight of the situation, Zubaida is seriously affected and has an erratic
heartbeat (the fall of Baghdad standing in for her own broken hopes). Everything's
as if she's become one with the war's victims as she watches it unfold, yet her
death is mysterious, a "unexperienced occurrence." Her own death is alluded at;
she appears to die but does Despite the imagined artists' brave efforts to combat
the war, their goal of redemption through art proves difficult to materialize, and
the ballet studio shutters, while the sculpture workshop is unable to depict
anything other than the might and destruction of war. not. She flits between
consciousness and sleep, death and life, until she eventually dozes off as if in a
coma, where she stays despondent. The experience of 'art as remedy to war' is
played at the School of Ballet and Music, where the narrator has been enrolled at
the demand of her western mother. Despite the Iran-Iraq War, she is one of a
small group of students who have elected to pursue music and dance education.
Under the supervision of Madam, a female ballet instructor, the company resolves
to ignore other pressures and create an art front during a period of war. This
narrative is unusual not only in how it exploits the aesthetics of dance as a
countermeasure to war and destruction, but also in how it teaches the fundamental
concepts of ballet as an art form using a didactic approach. In order to strengthen
themselves and avert the impending calamity outside, students are learning,
rehearsing, and challenging themselves via a dance that is outside of their
culture's sphere of influence. Dance has been utilized as a prayer or therapy to
calm fears and gain control over life's events from the start of civilization,
according to anthropological study. Dancers performed for mystical reasons, such
as providing good luck in war, hunting, or farming. Because they were confronted
with natural disasters they didn't understand and their survival was threatened on
a daily basis, early humans danced in an attempt to master internal or external
conditions in an often terrible, unpredictable world. They believed that magical
acts like dancing might influence the spirit in control of life, and that stomping
on the ground, which is the rhythmic basis of dance, could call the deity's
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attention to intervene in human concerns [8]. In modern times, ballet has been
used as a form of protest against war. In A Sky So Close, the students and their
determined teacher believe that they would serve their country better if they
continued their training. But, in the shadow of war, the School of Music and
Ballet was considered superfluous and many students transferred to ‘real’ school
in pursuit of a ‘realistic’ future:
The total number of students in the school was halved. Many applied for transfer
[5,6]. A few studios and classrooms were closed down. There was chaos at the
school as students embarked on their life-altering courses, handing in their
musical instruments and dance costumes [7].
Friends referred to those who left the institution as "traitors," while those who
stayed were referred to as "dreamers." If it hadn't been for the new instructor, the
narrator acknowledges that she would have joined the traitors. Others stay
because they are afraid of fighting. Madam is a thirty-year-old Iraqi ballerina who
has returned from Soviet Union training. 'A dancer without a degree,' she had to
return home early owing to financial problems caused by the war, although the
Siberia Institute did grant her a symbolic degree. Madam, the daughter of
divorced parents — an Iranian father and an Iraqi mother — may be dancing to
her brother, who, as the narrator imagines, is fighting on the other side of the
border. "When she dances, we know that she is breaking free" [7]. Despite the
war's destruction and range of consequences, the author's narrative style belies it:
it is only told in fragments of military communiqués, radio and television news
broadcasts, and live photographs. Regardless, war wreaks havoc on people's lives.
It's as if a ghost is following the ballet students and pestering their art studio. Even
though it is only present in the narrative through military propaganda and news
broadcasts interspersed between dance training sessions, war is destructive:
interrupting life, breaking debates, invading lovers' intimacy, sleeping with them,
awakening them, and, of course, separating them. The novel's two opposing
concepts (art and creation vs. war and destruction) compete for attention and page
space in the narrative domain. An excellent illustration of this is how military
communiqués are intercalated and transmitted in the physical form of a book as
a volume of paper.
The narrative contrasts two opposing fronts: the war front outside the dance
studio and the art front within, where giant mirrors reflect images of dancing
individuals seeking to transcend their bodies and escape humiliation and
dishonor. One front is bloodthirsty and out to kill, while the other is life-affirming
and acts as a safe haven, a mother's womb, providing stability, striving for
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perfection, and releasing the body via synchronized motions. The story contrasts
the khaki-clad warring bodies with the elegant movements of the dancing bodies.
The body in pain, on the other hand, may be seen on both fronts, and ballet
students are no exception, since their profession, like military training, demands
strict discipline and long hours of practice. Madame's students describe her as
authoritarian, pleading for the unattainable.
Rachmaninoff, Chopin, Bach, Jean Michel Jarre, the Myth of Ishtar, deity of
wealth and fertility, classics and moderns are called as an antidote to the outside
occurrences (like gods invoked to intervene). All of these resources, however, are
inadequate to hold the conflict at bay. At the end, the students realize that 'dancing
language' has no significance in a time of war. "We are about to graduate and
leave [8]. We are about to exchange ballet training for training with bullets" [7].
The failure of this experience is announced by the performance of Funeral of an
Artist, a dance portraying the boundaries of the suffering involved in the journey
of art in this wartime environment, where the students are torn between their
outside commitments and their ballet training. Rome famously said that there is
no greater adversary to art than war, and she exemplified this truth with her own
actions. In Khedairi's narrative, Madam's group lacks inventiveness. "While the
shelling continued, we were able to present only a few uninspiring performances.
We repeated them at the National Theatre, at the stage and cinema Auditorium
and at al-Mansour Cinema [8]. We got fed up with the repetition of it all’ [7]. The
battle drums are still booming as the dancing school closes its doors after four
years of training. One of the male students is assigned to work as a cook on the
front lines, feeding soldiers, and the students must focus their energy on the
conflict. Another uses his cab to transport military people, while the narrator
enrolls in a private English school. Madam, on the other hand, is unwavering in
her determination. After giving up on starting her own dance company, she
performs a ballet called Light with National Theater students as her farewell
performance. Light is a symbolic ballet that symbolizes the hardships of war by
pitting two groups of dancers against one other over the dazzling sun, divided by
a river.
War affects both sculpted and dancing bodies, and the effects of destruction are
even more obvious in the sculpting studio, where conflict has poisoned life and
seeded chaos and distortion. Saleem, the sculptor in the narrative, creates work
dominated by imagery of the combat helmet, which is used in place of bodily
parts associated with fertilization and delivery. As mothers nurse their offspring,
helmets grow from their chests, and cradles are fashioned in the shape of gigantic
helmets, as if to depict the war generation being breastfed and cradled in the arms
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of conflict and fire."The sculptures express what is happening outside, yes and
the outside is killing what is inside me. What you see around you has been sitting
on these shelves for several years now" [7], the sculptor, who is Madam's friend,
confesses. The most bleak and dramatic sculpture in the studio, though, is a statue
known as 'Routine,' which is the only one of Saleem's sculptures with a name. A
man carrying a heavy weight is contained in a pyramid that he wears as a garment
in 'Routine.' His upper and lower limbs are trapped and crushed by his weight in
the three-dimensional pyramid. This monument effectively illustrates man's
alienation and descent into hell, which has become his everyday reality, as the
piece's name suggests. In a moment of wrath and despair, Saleem smashes half
of his sculptures. Saleem ends up on the front lines, transforming military maps
into miniature war models and delivering the bodies of dead soldiers to their
families. In A Sky So Close, art forms such as dance and sculpture not only allow
testimony, but also make it their cultural and ethical obligation to speak out
against silence and co-optation, especially since artists, particularly fiction
writers, were officially enlisted by the regime and sponsored to document the
Iran-Iraq War in their novels and short stories.
Conclusion
In these fictions of testimony, we hear the voices of women who bear witness for
those who are unable to speak. Their tales provide life to those who are unable to
speak. The intimate dual structure of testimony as the difference and fulfillment
of impossibility and a potential of speaking reveals the shattered character of the
issue of witness. Their voices trick fate in their fictions by testifying to their
imminent but postponed demise. The ghost of the true witness, like Zubaida,
whose death in exile is referenced at the end of the story, reflects Baghdad's
downfall, threatens testifying.
References
[1] Whitlock, Gillan& Douglas, Kate. (2015) Trauma Texts. Rutledge:
Whitlock & Douglas.
[2] Agamben, Giorgio. (2002) Remnants of Auschwitz, the Witness and the
Archive. Trans. Daniel Heller-Roazen, New York: Zone Books
[3] Al-Qazwini, I. (2008), Zubaida’s Window. Trans. A. El-Kholy and A.
Nowaira. NewYork: The Feminist Press.
[4] Balaev, Michelle. (2008) "Trends in Literary Trauma Theory" in Mosaic.
Volume 41. Issue 2, USA: University of Manitoba Press, 2008.

https://www.steps-journal.com/jshss/vol1/iss2/42
DOI: 10.55384/2790-4237.1052
https://www.steps-journal.com/jshss/vol1/iss2/42

878

12

Intisar Khaleel
Raed
Mahmood:
Trauma
Reverberations:
Study
of Selected
Khaleel&and
Mahmood:
Trauma
Reverberations:
A StudyAof
Selected
Novels Novels

[5] Cooke, M. (1988) War’s Other Voices: Women Writers on the Lebanese
Civil War. Cambridge: Cambridge University Press .
[6] M. Cooke (1996) Women and the War Story. Berkeley: University of
California Press.
[7] Derrida, Jacques. (2000) Demeure, Fiction and Testimony, Trans.
Elizabeth Rottenberg. Stanford: Stanford University Press.
[8] Khedairi, B. (2001), A Sky So Close. Trans. Muhayman. Jamil. New
York: Anchor Books.
[9] Wosien, M-G. (1974) Sacred Dance: Encounter with the Gods. New
York: Thames and Hudson.

Published byPublished
Journal ofby
STEPS
for Humanities
and
Social Sciences
2022 (STEPS), 2022
Journal
of STEPS for
Humanities
and (STEPS),
Social Sciences

879

13

